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APRIL 12, i8g*.
T. L. SOUTHGATE, ESQ.,
IN THE CHAIR.
THE MUSIC OF JAPAN.
BY F. T. PIGGOTT.
THE abundant leisure of Eastern life affords ample oppor-
tunity for the study of the curious customs, the cultured arts,
the profound sciences of the people, who are never slow to
extend to the Western, who dwells, though but for a few
years, among them, the graciousness of their hospitality; and
to open freely the treasure-houses wherein the stores of their
learning lie hoarded. But you will well understand that
difficulties innumerable impede the acquisition of exact
information by those who are ignorant of the languages. So
much of Eastern learning is traditional, so much of the
practice is hereditary, that jt is pf_first importance to acquire
it only from those who are in the direct succession of know-
ledge. When they are discovered, and the necessary formal
introductions have been accomplished in accordance with
the rigour of native etiquette, a fresh difficulty arises which
is in truth a very labour of Sisyphus, so often has the stone
of knowledge to be rolled over the same ground. The
interpreter must possess not only a good knowledge of
English, but also a quick intelligence to grasp the technicali-
ties of the subject, the double set of art terms used by the
questioner and the questioned. In such a subject as music,
where each can only use those terms with which he is
familiar, you will easily understand the patience necessary to
arrive at facts, the prolonged process of sifting to which all
statements have to be subjected, and the almost indefinite
postponement of conclusions.
I say this partly by way of anticipating the criticism that
my conclusions have been too hastily drawn. I cannot do
much more in laying them before you than to give the
arguments supporting them in outline.
I have, however, to assure you that it was a veritable
voyage of discovery on which I set out. Although there is
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104 The Music of Japan.
something to be gleaned from the Japanese books on the
history of the music of the Islands, on the science of it they
are absolutely silent. The most accomplished of the
musicians are blind, and the traditions have almost entirely
died out. In getting reliable information together it was
easy enough to go astray. The only safeguard was to worry
at the facts long enough: I have computed that every fact of
any importance occupied in the discovery that it was a fact
at least half-an-hour of very voluble and animated conver-
sation, and cost one dollar.
It is very essential to understand the different classes of
music now used in Japan.
I. Old Chinese imported music, in the form chiefly of
accompaniments for the classical dances of China.
And with this may be grouped old Japanese music, com-
posed for the classical dances of Japan, which grew out of
the Chinese orchestral music.
The orchestra is composed of drums, gongs, flutes, and reeds;
it is weird in the extreme, and most excruciating to Western
ears, though it is far from being uninteresting. The wind
instruments are the Sho, a mouth organ, composed of very
gentle sounding bamboo reeds, and used as a sort of" mixture."
The flute, played with the most imperfect lipping, with
gruesome quarter-tones before and after every note. And the
diapason, the Hichiriki, an instrument of most diabolic torture.
The attention still bestowed on this music in Japan is
very remarkable.
II. Japanese classical music, composed for the quartet of
stringed instruments.
This music is exceedingly complicated, but full of interest;
but it is impossible to render it in the West.
III. Japanese popular music, written for the Koto or
the Samisen, on which I shall have a good deal to say. This is
not only not weird, nor uninteresting, but if its structure is
understood, it is, on the contrary, exceedingly interesting, by
no means unmelodious, and with not a few attractions for
Western ears. I have even heard some of the simple tunes
whistled by the Western barbarian, and that, I think, as has
been explained by one learned writer, is the one satisfactory
test of the true and inward goodness of music.
First it is essential to study the Eastern scale, as so much
depends upon it; its place in the history of the development
of music has not yet been determined, and I hope to assist in
this determination. I am afraid the subject does not lend
itself to any very interesting explanation, and I crave your
pardon in advance for being horridly dull.
With your permission I will now explain the Koto, and
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The Music of Japan. 105
indicate to you the steps by which I have arrived at the
conclusion that the scale of China and Japan is practically
identical with our own.
The Koto is the national instrument: all deductions must be
made from it, not only on account of its long history, but
because its thirteen strings supply more evidence of what the
notes of the scale are than instruments with three or four.
The normal tuning is called Hirajoshi; the notes, as you will
see, are arranged in a recurring series of five—F$. second
string; G$, third string; A, fourth string ; Cf, fifth string;
D, sixth string.
HIRAJOSBI—The Normal Tuning.
X 3 3 4 5 6 7 8 9 1 0 1 1 (to) 1 2 (!) 1 3 (kin)
Notes of the toning.
The octave thus appears to be divided into five intervals—
semitones, tones, and thirds.
From this has sprung the currently-received opinion that
the Japanese scale is five-toned. This is a fundamental error.
First, a priori, a scale is a continuous and progressive series
of sounds; at least it does not admit of a gap so big as a third.
Our ear recognises a double unit of progression, tone and
semitone. But in this series of notes there are gaps of a
third between the fourth and fifth, and the sixth and seventh.
A priori, therefore, it is probable that the gaps are filled up
by "missing notes."
As to their tonality the vibrations have been measured, and
the slight differences tabulated. But to-night I do not propose
to be scientific, but practical. The practical question is this:
can Japanese music be given on the piano ? It is obviously a
question of ear. Your ear will recognise these notes as I play
them, and sanction the European names I have given to them.
Here must come a short parenthesis as to the nature of
Japanese music. It is of two kinds. Koto uta, popular songs;
dan and kumi, classical music and songs, about 200 years old,
composed on regular forms invented by Yatsuhashi. The koto
uta have a very practical bearing on the question of the scale.
Now it is very important to distinguish between a scale and
a tuning. A tuning is a convenient arrangement of notes for
harmonic or melodic purposes, and for range of sound. It is
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106 The Music of Japan.
arbitrary; but this much is certain, that the open notes of the
tuning must be found in the scale.
There is no history of Hirajoshi, the normal tuning. It i9
based on, but is not identical with, the normal tuning of China;
but as an arranged sequence of notes it has no affinity with the
Chinese tuning. It was invented by the father of Japanese
music—Yatsuhashi—who founded the science, created the
classical form, and made great improvements in the Chinese
Koto. The tuning is arranged, I think, for its jEolian harp-
like sequence—the full sequence of notes being often used in
the rapid sweep over them, called Namigaeshi (the " coming
and going of the waves",}, which is used forwards and back-
wards, often five times in succession. This tuning had an
important influence on the development of national music.
Inevitably the melodies of the lighter sort—the songs for the
children, the tunes which the geisha tinkle to while away the
odd moments at a tea-house feast; inevitably, I say, these
little songs came to be built on the five notes of the tuning,
and on these alone.
The popular music of the Japanese is built on five notes,
and this has furnished an additional argument to the " five-
toned " heresy as to the scale.
It is in this respect like our own bugle-music; I have called
it " arpeggio music."
To determine whether the gaps are to be filled up we must
obviously turn to the classical music.
The Koto bridges, one for each string, enable the strings to
be sharpened by pressure with the finger applied behind the
bridge.
The " sharp " is recognised, the pressure raising the note a
semitone. It is often used in popular music.
But in the classical music double pressures occur, raising the
note a full tone. The Japanese names are, osu, ni osu, "sharp"
and " double sharp " ; but really " pressure " and " double
pressure." In these double pressures lies the secret of
the Japanese scale. At first sight they appear to be used
arbitrarily, but really their use is subject to deliberate rules.
In the normal tuning they occur invariably on 'the fourth
and sixth strings, and the octave ninth. This gives B on the
fourth and ninth strings instead of A, and £ on sixth string
instead of D.
These double pressures do produce two notes which are
not among the five notes of the tuning; these notes are used
in the music in a manner which shows indisputably that they
are recognised notes of Japanese music, and as such must be
found in the scale.
Now we can estimate the importance of the fact that these
double pressures are used on the fourth and sixth strings;
they are used in front of the two gaps of a third, filling each
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The Music of Japan. 107
of them up with a note. We have found our missing notes.
Let us look what they are.
Starting from the fourth string, we have the perfect diatonic
scale of A major; from the seventh string backwards, the
scale of F$ minor descending.
Notes of the toning with the two notes used in the Classical Music.
j
Something more than this however is necessary. The mere
fact that the diatonic scale lies buried, so to speak, in the notes
of the Koto tuning: the mere fact even that the notes arrange
themselves in a sequence which is identical with the Western
sequence, is obviously not of itself sufficient warrant for the
statement that the Japanese scale is the same as our own.
The resemblance of the sequence may be fortuitous unless
there is also present in the music the fundamental idea of
" key."
Writing in a certain " key " means, in the first place, the
use, for the purposes of melody, of the notes of the scale.
Also, the melody must bear harmonizing in the key; that is,
it must not lose its character. Again, not only have my own
ears been satisfied when I have harmonized (simply, of course,
as befits simple melodies) melodies in F$ minor, but the ears
also of Japanese musicians, from the ordinary geisha teacher
to the most accomplished of the professionals. They accept,
moreover, the full minor harmonies, including the use of the
sharp seventh-, Ef.~
I hope I am not asking you to take too much on trust: a
great deal more illustration than I can possibly give would
probably be required of me. I think I can, however, fortify
my position by some elementary illustrations, which are
furnished by the melody Hitotsu-toya printed below.
There are, among a goodly number of current fallacies on
the subject, two with which I daresay you are familiar.
They are—
I. That the major and the minor are unknown ; or, rather,
that everything is written in the minor.
II. That Harmony is quite unknown.
You will see that these two points are intimately connected
with the question of key I have been discussing.
It will be easy to dispose of the first: the first variation
of Hitotsu-toya is sufficient to disprove it.
The second, I confess, is more difficult.
Appliances for chord playing are not very elaborate. But
classical music is not melody alone: it is written in four
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parts: two Kotos, Kokyu, Samisen. The Koto parts correspond
to our first and second violin parts, the Kokyu reinforcing
melodic passages. But traces of harmony exist even in
popular music.
The first chord in the third variation of Hitotsu-toya is
manifestly the common chord ; the second, used twice in the
last line, is the chord of the seventh.
I can hardly expect that you will immediately, from these
simple data, adopt the conclusions that I have done; but I
shall be more than interested to find that you consider that
they furnish at least some warrant for them.
The Melody HITOTSU-TOYA.—The Japanese New Year's Song.
The conclusion, then, that I have come to, and which I
submit for the approval of this Society, is this :—
The scale of Japan is identical in its structure with the
scale of modern Europe: that is to say, it is composed of a
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The Music of Japan. 109
sequence of seven notes with the octave, the tones and semi-
tones falling between the same intervals. And, further, that
the tonality of these notes, or the ratios of the respective
intervals, are not so different from those of the Western
notes and ratios as to render transposition on to the
Western piano impossible. Scientifically the ratios differ
from those of both the Pythagorean and the diatonic scales.
In a very valuable paper, read before the Asiatic Society of
Japan, Dr. Veeder has shown what the ratios of the Japanese
scale really are, and how they differ from the ratios of our
scientific scales. But these are only—with bated breath be it
said—scientific. All differences are sunk in the practical
unscientific equal-temperament scale of the piano. The
scale we know and use daily is the scale of the piano; and
just as the scale of Pythagoras, and the diatonic scale, are
reduced on to the piano by the elision of " commas " and the
fusion of small differences, so also I think that the differ-
ences between the notes of the Japanese scale and those of
our scientific scales are sufficiently small to be elided for
practical purposes, and fused into the equal temperament
scale of the piano. For, scientific accuracy apart, the really
practical question is, can Japanese music be interpreted to
Western ears on Western instruments ? In this equal tem-
perament, however, the ratios of the scale in the different keys
are not identical, and it becomes a question which key
approximates the most nearly to the Japanese scale, so as to
render the quality of Japanese music with the nearest
approach to accuracy. The pitch of the notes is subject to
slight variations-. But the first and second strings of the Koto
are about the pitch of our C and F. I find, however, that
the key of F# minor, with Fft major, is the most suitable.
And in this I have the concurrence of all the Japanese
musicians with whom I have discussed the subject.
I am tempted to describe to you how my ideas on the
subject of the scale were accepted by my teacher.
She was an old lady of fifty, completely ignorant of Western
music.' Having agreed as to the tonality of the five notes
on the piano, I made her try to find the missing notes. This
she did of herself, thus reinforcing my own conclusions.
Further, she was always, even in early days, telling me that
the second string, F#, was the fundamental note; but she
could not explain what that meant.
But when she had found the missing notes I showed her the
scale sequence, to her immense delight; and in less than no time
she played it herself, and afterwards used to fumble out the
scale from any note, black or white, I started her on.
But the story of the analogy between the Eastern and
Western scales is not yet complete; a curious point remains
to be told. I have used the words " normal tuning " ; there
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n o The Music of Japan.
are several others. If there was a cloud of uncertainty about
the meaning of the normal, a regular thick black London fog
enveloped the others.
Bridge changes produce of course changes of notes, and a
consequent change in note sequence.
The second principal tuning is called Kumoi.
The changes are: lowering the third string a half tone,
raising the fourth a full tone : with their octaves.
The sequence is unmelodious.
But if we start from one of these new notes—B, of the fourth
string—we have precisely the same sequence as before—vis.,
the fourth and seventh of the diatonic scale omitted.
Again, enquiries directed to the position of the double
pressures in the classical music showed that they occur this
time on the sixth and eighth strings, giving £ between D and
Fjf, and A between G and B.
And we get the diatonic scale of D major or B minor
descending.
No. 2. KUMOI.
1 2 3 4 5 6 7 8 9 1 0 11 (to) 12 {i) 13 (kin)
it
Notes of the toning.
-„ o-
Notes of the tuning with the two notes used in the Classical Music.
KUMOI is obtained from HIRAJOSHI by lowering the third string and
its octaves (eighth and thirteenth) a semitone, and raising the fourth
string and its octave (ninth) a full tone.
There is yet another tuning called Iwato.
We lower the fifth string a half tone, and raise the sixth a
full tone: with their octaves. The sequence is less melodious
than Kumoi; but start from the sixth string and we get
the same sequence of intervals as before.
Again, the fourth and seven th of the diatonic scale are omitted.
Again, enquiries directed as to position of the double
pressures showed that they occur this time on the eighth and
tenth strings, and their octaves the third and fifth: giving
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The Music of Japan. in
A between G and B ; and D between C and E. And we get
the diatonic scale of G major or E minor descending.
No. 3. IWATO.
1 3 3 4 5 6 7 8 9 10 11 (to) 12(1) 13 (*«B)
*-;= ~
Notes of the toning.
_ a
Notes of the tuning with the two notes used in the Classical Music.
IWATO is obtained from KUMOI by lowering the fifth string and its
octave (tenth) a semitone, and raising the sixth string and its octave
(eleventh) a full tone.
N.B.—The first string remains C sharp in the tuning, the C sharp
and the F sharp of the first and second strings being considered
fundamental and constant.
These three are the principal tunings, though there are
some interesting variations, which I will not trouble you
with now.
I think it is unnecessary to .seek for further argument. It
is patent that not only does the Eastern scale resemble the
Western, not only is the Eastern idea of " key " the same as the
Western, but the Eastern sequence of keys is identical with
our own; the key-note from minor to minor, or from major
to major being lowered each time a fifth. This is the back-
ward progression of keys in the West. Let me point out to
you the symmetrical features of the system which, to my
mind, assist in the demonstration of the existence of " key."
In the normal the double pressures occur on fourth and
sixth strings.
In Kumoi on the sixth and eighth.
In Iwato on the eighth and tenth.
From the normal to Kumoi the bridge changes are—Third
string lowered a semitone, fourth string raised a tone. From
Kumoi to Iwato—Fifth string lowered a semitone, sixth string
raised a note.
This constructiveprinciple could obviously be carried further
in the construction of new scales. Thus:
From Iwato to the next, the seventh string would be
lowered a halftone, the eighth raised a tone ; from this to the
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1 1 2 The Music of Japan.
next the ninth would be lowered a half tone and the tenth
raised a tone: and so on.
I may add, though I cannot now go fully into the matter,
that precisely the same key sequence is to be traced in the
tunings of the Chinese Koto ; and here it is found to be more
extended.
The system of bridge changes and the arpeggio sequence
of the tunings are quite different. I give two Chinese
tunings for convenience of reference.
HIOJO.—The Normal Toning of the Chinese Koto (So HO KOTO).
1 3 3 4 5 6 7 8 9 10 11 (to) 12(1) 13 (i('n)
* > •
WAUSIKI.—The third principal toning of the Chinese Koto.
1 3 3 4 5 6 7 8 9 10 11 (to) 12 (i) 13 (kin)
This tuning is given to show how the structure of the Chinese tunings
differs in principle from the Japanese.
I have said throughout that the Eastern scale resembles the
Western. I think probably it may be more accurate to say
that the Western scale resembles the Eastern.
I give also the tuning of the old six-stringed Koto of Japan,
an instrument which is one of the few which has not been
derived from China. The juxtaposition of the two triads is
worthy of notice: the six strings of this instrument also are
swept rapidly with a plectrum from the first to the sixth.
Toning of the YAMATO KOTO, the Ancient Koto of Japan.
1 3 3 4 5 6
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The Music of Japan. 113
DISCUSSION.
THE CHAIRMAN.—It will be our first duty to pass a vote of
thanks to Mr. Piggott for his able lecture, and the practical
illustrations he has given us, and this, I am sure, you will all
do very cordially. It frequently happens that travellers
returning from foreign countries, who are not what we call
musical, give us very curious ideas and impressions as to the
music of those countries. I often used to ask an old school-
fellow of mine, who was in Japan for many years, on his visits
to England, about the music of Japan, and the reply was,
•' Oh, it's fearful stuff. It isn't music at all, and they play
everything in the minor!" Travellers are singularly fond of
using that expression, "playing everything in the minor," and
I don't think it difficult for us to understand why that is. The
probability is, that if those persons had heard the songs of
the minstrels, which were sung in this country when church,
minstrel, and all music was in the old modes, they would have
said very much the same sort of thing. But it is quite
erroneous. It is simply a question as to what particular
mode they sang in. Whatever that was, so, of course, they
kept their song or tune in that particular mode. I think that
is the explanation with regard to this so-called minor key.
The book from which Mr. Piggott read a description of the
music of Japan was clearly written by someone unable to
appreciate such music, and it is not infrequently the case that
people write on a subject of which they know little or nothing.
It is absurd to suppose that music was introduced into Japan
so late as is suggested—i.e., 1700. I think I can remember
having seen a picture of some Japanese saint surrounded by
musical instruments, which I was informed was nearly a
thousand years old. The great interest of this lecture lies in
the light which it throws upon the scale and the notes of the
scale—that is, our alphabet of music. We are always in
search of fresh information as to how these notes came to be
selected, and what nations used them. Certainly, I should
class Japan and China among the civilised nations who,
undoubtedly, used our scale. There are other civilised nations
who did not use that scale. The Hindoos have twenty-two
intervals in the octave, and they laugh and sneer at us
because our sounds are confined to twelve only. They say:1
' What a wretchedly poor language of music must be that which
limits you to twelve sounds when we have twenty-two I" In
some forms of this scale, in which certainly all the notes of
our modern Western scale are found, we get the strange omission
of the fourth and seventh. Now if we carry our mind back
to the early music of Western civilisation, those were just
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the notes missing—the fourth and seventh, and were, un-
doubtedly, introduced very much later than the others.
That strange omission has caused Carl Engel and other
German theorists to give this scale the name " pent atonic,"
and has provoked many interesting speculations as to how
that scale came into use. One of the theories advanced was
that as we had but five fingers, and as the early instruments
were flutes, they first provided as many notes as there were
fingers. It is very curious that, practically, the Koto should
have been devised upon the same principle. You will have
seen by Mr. Piggott's playing (and I think we ought to be
very grateful to him for it, for an ounce of practice is worth
pounds of theory) how peculiar is the method of sharpening
the notes by pressing the other end of the string beyond the
bridge, a process by which the note is raised a semitone or a
tone, according to requirements. That proves that we ought
to be very careful in not making too hasty deductions as to
the notes an instrument seems able to supply; it shows that the
Japanese have all the notes of the scale, and, if they are not
always used, possibly Mr. Piggott's inference is the right one—
namely, that it gives a little trouble to produce them, and,
therefore, they only used those that were to hand. We
know in the case of the ancient harpists of Wales that the
Welsh harp was in pretty much the same condition, and
that this method of sharpening obtained up to the beginning of
this century. The instrument had no pedals, and there was
no mechanical method of producing chromatic intervals. It
was simply a diatonic instrument and no more. At the
same time, there were clever harpists who had a way of
pinching the string at the top, and in that way produced all
the chromatic intervals. It is very curious that we should
find a similar contrivance at the other end of the world and
worked in the same way. Mr. Piggott ventured upon a
definition of the scale, and, I noticed, with a great deal of
tenderness; but I do not think that we should quite agree
with him in the contention that unless a scale be a diatonic
or chromatic series of notes, it could hardly be termed a
scale. He laid it down that only a continuous series of
sounds could be a scale ; but I do not opine that that is quite
so. Why, even so modern a composer as Haydn has
deliberately used the Hungarian scale, in .which you get the
interval of the augmented second. I have also heard music
in Eastern Europe where they distinctly use larger intervals,
and yet we should call it a scale. The selection of notes, of
course, may be arbitrary, and perhaps it is. But we have
yet to ascertain why this is so. It is all very well to have
recourse to mathematics for a solution of the difficulty ;
but.then the persons who originally made those scales knew
nothing whatever about mathematics, and did not derive
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The Music of Japan. 115
their notes in that way. Of course when we get into the
Grecian period, at a time when there existed great mathema-
ticians, they endeavoured to account for their scale on
mathematical principles; but, for all that, the practice had
obtained long before, and all such mathematical deductions
will not explain to us why it is that that particular series of
notes which we use for our scale was evolved. That " after-
sharpening " effect which Mr. Piggott demonstrated is very
interesting, and I dare say many of you may remember that
Bach was very fond of trying to produce it on the clavichord.
In the case of that instrument, when the key was struck by
the tangent, and you moved the key (which was easily done,
as instruments in those days were not so well ma'de as our
modern pianos, and the key sometimes wriggled about), it
scraped the string a little, and thus a peculiar, wavy effect
was obtained. Bach, certainly, used to do it. Mr. Piggott
has further shown us that the statement is not true that the
Japanese are entirely unacquainted with harmony. I should
feel inclined to put it rather in this way: to some extent
they knew harmony, but did not care to use it, or, if so, very
rarely. There would not be very much difficulty in
harmonising some of the melodies we have heard to-night.
If the old Gregorian tones, with their limited tonality, could
be harmonised, so, assuredly, could these be. I am quite
certain, however, that in the harmonic process their character
would be destroyed; they would lose their archaic effect. It
is practicable to play harmony upon the Koto, and the
Japanese write down and use chords. With regard to the
exact interyalsjused, it is impossible to measure them unless
we have some scientific appliance to aid us; to our ears
they would seem the same as those we use. But, after all,
the intervals used in our modern scale are by no means quite
settled yet. In the time of many of us we have seen organs
altered from the unequal temperament to the equal one in
order to make all the notes more perfect, and convenient for
use in any scale in which we might wish to employ them. But
if we go a little farther North and hear the bagpipes, and I
am glad to have had an opportunity of testing them, we
find that the intervals employed are very different to the
intervals of our scale. They are practically melodic intervals,
and are many vibrations out of our series of sounds. 1
mention this to show you that practically there are two
scales, the melodic and the harmonic, and in the case of
instruments which were only intended to play melody, the
notes were not divided in the same ratio as are the intervals
obtained from the pianoforte keyboard. Many of those
persons who devote themselves to ratios and mathematics,
and who delight in chopping up the scale into pieces, will tell
us that our ears have terribly deteriorated, and that we
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cannot appreciate these intervals. If that be so, then all I
can say is that Japanese ears are just as sharp and acute as
our own. Mr. Piggott has told us that the early Japanese
music was learned by rote; but he has omitted to explain
at what period the music began to be written down. No
doubt it follows the same analogy as that which happened
in Western Europe. Although school and churchmen wrote
their music down, first in pneumae, then on a line, and then
on lines and staves, we must remember that the early
minstrels knew nothing about the names of notes, nor could
they read or write ; so that exactly the same system was in
vogue here as in Japan until civilisation and necessity taught
them to write down their music. I mention this on account
of the very great interest this notation has had for us; it
reminds me of the early notation of the lute. There the
strings are indicated, and there is further shown a sign where
and on what particular fret you were to put your finger, so
that the player at once knew which string he had to strike—
this system obtained in England, France, and Germany down
to a very late date. Perhaps some of you may remember
that Lawes, who lived so late as the time of Elizabeth, wrote
songs where the voice music is written upon a linear staff,
though the accompaniment is still written in tablature nota-
tion ; such a mode of notation existed and was employed for
other instruments; it was used for the organ almost up to
the time of Bach, and has been found in a piece of music
written by Scheidt. Mr. Piggott has been silent on one part
of music in Japan, and that is, " What music is produced
from the other instruments ?" Let us take one alone—the
flute. An old friend of mine sent me a flute, which was
exceedingly difficult to play until we discovered the proper
way, the holes were so large. I have never been able to get
the exact scale that instrument gives, and would like to ask
Mr. Piggott to say something about its intervals. In an
instrument like the Koto so much depends upon the tuning.
An instrument with strings may be imperfectly tuned and
give us false ideas, whereas when we get to an instrument
like the flute, though a clever player may effect certain
variations, one cannot go very far wrong ; it would be useful
to know whether the intervals used on the flute are the same
as those of the Koto or, if not, what is the difference ? The
statement our lecturer made with regard to the strange
accentuation the Japanese indulge in—namely, allowing the
accent to fall on the fourth beat of the bar, is very curious.
In the East they go in for rhythmic effects more than we do,
and one is sorry that our composers do not do so a little more
often. I remember Sir Arthur Sullivan telling me that he
was present in Egypt on the occasion of the departure of the
Holy Carpet for Mecca, and the dancing dervishes and people
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played some simple melody, but accompanied by a peculiar
rhythm on the drum; as this procession passed by. which
it took nearly half-an-hour to do, he said that he felt quite
excited with this extraordinary rhythm, which has an
immense effect on the people themselves, such a weird and
peculiar character does it impart to the music. Mr. Piggott
has told us that their rhythm is one of those peculiarities we
do not know here; possibly this may come as a suggestion to
some of our composers. In " laying the bearings " of the
scale, as he put it, I would like to corroborate his statement
that the way in which it is done is exactly the same as that
adopted by our organ-tuners. We all know that the " Leit-
motiv " was not the invention of the great composer
who flourished at Bayreuth. It is curious to learn that
it is likewise found in the East, and that they take
a simple leading theme, just the same as our early
composers did, and make it the centre, around which they
group their ornamentation, the melody recurring to it again
and again on different degrees of the scale, reminding us of
the old Rosalia form ; so that the same principle which
existed amongst us is also found among that Eastern nation,
only they did not use it as an harmonic device. I am very
sorry that one member of this Association is not here
to-night. I allude to Dr. Pole, whose most valuable and
interesting book upon the " Philosophy of Music" is a
work of great interest and instruction. I am quite sure
that had he been able to hear that instrument (the Koto)
and been made acquainted with the tuning of the scale, it
would have afforded him material for an addition to his
able work."
(The vote of thanks was then passed unanimously.)
Rev. MARMADUKE E. BROWNE.—The lecturer said that if
any of the melodies heard to-night were to be harmonised it
would take away their archaic character. There is, however,
a song by Mr. Salaman, a Hebrew love song, which is
almost identical with the melody of the " Plum Bough,"
which has been treated harmonically, and yet has not in the
least lost any of its character. With regard to the notation,
the lute was instanced as having been noted in the same
way. I do not know if it is worth while mentioning, but
there is an instrument, the Salvation Army concertina, the
notation for which is written in that way. The melodies for
that are written down with O's for the notes and extra
marks where the thumb goes, and where to push in and pull
out. I would also like to ask the lecturer whether these
double sharps, which fill up intervals in the scale, are ever
used as notes in the melody ?
Mr. PIGGOTT.—Yes, they are. They seem also to be used
as double sharps in occasional passages.
8 Vol.18
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Mr. WEBB.—You spoke of form in these variations. Does
form apply to the construction of the original theme in any
way?
Mr. PIGGOTT.—No; the form is in the construction of the
whole composition. Each grade or variation has a certain
number of bars. There are two sorts of classical composi-
tion. One of them accompanies the voice, and the other is
more in an elementary sonata form. The first one I gave
you, with the recurring phrase, is an accompaniment to the
voice; and the structure of that, I think, follows the
structure of Japanese poetry. There are no words to the
last piece, however; that is purely instrumental. There
should be 52 or 54 bars to each part. Briefly, I may
describe it thus: in the first three parts the different
subjects are introduced; and then at the fourth they begin
to work them up gradually, and then to mix the subjects
together.
Mr. WEBB.—There is another interesting point with
regard to the songs that I should like to call attention to.
Does the melody rise or fall on the accented word ?
Mr. PIGGOTT.—I am obliged to confess that I do not
know anything at all about the singing. It is so very
wearisome that you can do nothing with it. I had no time
to go into that, and I do not think that any European has
ever touched the subject. The Japanese do not appreciate
singing, and have not the least notion of a pleasant voice.
The sound is nasal and guttural, and most trying to the ear.
And then there are the quarter tones, which they also use
for playing the flute. They never hit the note truly, but
begin and end with an unpleasant quarter-tone slur.
Mr. WEBB.—I believe that that is done purposely. But I
am not quite clear about the popular and classical music.
Of course in the former the half-tones are used because the
open strings are half-tones, as, for instance, G sharp to A ?
Mr. PIGGOTT.—They are built on the open notes.
Mr. WEBB.—Well then, the quarter tones would only
occur in the classical music ?
Mr. PIGGOTT.—I think it is simply a way of imperfect
"lipping" in the case of the flutes; but I could not speak
with regard to the voice. The point of importance is that
these greater tones are not recognised notes of the scale, as
I believe they are in the Arab scale.
Mr. WEBB.—Then, probably, they are employed as certain
progressions to obtain certain effects. Then I take it that
the difference between classical and popular music is that in
the latter only the chief strings are used while in the former
th« notes have to be made ?
Mr. PIGGOTT.—Yes ; the two missing notes occur chiefly in
the classical music, and in this also form is used. For
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instance, the parts must be made up of fifty-two bars, and,
consequently, there is more structure in them. I may say
that the notation which one gentleman described just now as
peculiar to the Salvation Army concertina is really used for
all wind instruments—namely, the indication that a certain
hole must be open or shut. But the notation I have given
an illustration of was certainly invented simultaneously with
this Koto music .that is to say, about 200 years ago. I have
tried to trace the connecting link between Japanese and
Chinese music, but, unfortunately, without success. There
is a gap—the music that came from Liu Chiu. The music
travelled from China to Corea, then to Liu Chiu, and thence to
Japan. This music which I have played to-night seems to
have suddenly sprung into existence, and I can find no
antecedent for it. There is the music for the Shakuhachi, a
bamboo reed, and that again is perfectly original. But the pure
Japanese music, together with its notation, seems to have come
into existence about the same time—».«., 200 years ago. One
man, well-known in J apan, Tat suhashi, seems to have perfected
the whole system of classical music and the notation. But then
I must tell you that the music is learned by rote, for the greater
portion of professional musicians in Japan are blind, and the
notation is never allowed to be used. They are simply kept as
books of reference in case of a dispute among professional
musicians as to the way in which a certain phrase should be
played. You have to learn everything from memory. I once
asked permission to examine the books, but they would not
waive the rule in my favour. I was told that after I had attained
to a certain grade I might see them, but not before. You are
taught partly by ear and partly by sight. The pupil sits in
front of the teacher and watches the way his or her fingers
go, and copies the movement. The same remark applies to
the phrasing. Of course some of the phrasing is very difficult
to pick up. This same system of learning by rote applies to
the fiddle also. The pupil sits in front of the teacher and
watches where to put the fingers. As to flutes, I am afraid
that is a matter I could not go into. I do not know very
much about wind instruments, never having studied them.
My time was entirely given up to the Koto. I may, however,
say that in this paper of Dr. Veeder, in the transactions of the
Asiatic Society of Japan, all the scales of the wind instruments
have been worked out. The Shakuhachi is a very curious
wind instrument, which is a piece of bamboo about two feet
in length, which is played from the end, and which has five
finger-holes. There is a slice cut off at the end, and a piece
of ebony voicing is put in, just like an organ pipe, and when
played upon the under part of the lip covers the hole just as the
base of an organ pipe. The breath comes from the lips, enters
the aperture between this piece of ebony and the underlip—in
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fact, it is exactly the principle of the organ pipe. The
instrument has a beautiful melodious tone.
Mr. WEBB.—Is it cylindrical ?
Mr. PIGGOTT.—Yes. With regard to harmony, I find that
you can harmonise these tunes, if you keep to perfectly
simple harmonies; and the Japanese entirely agreed with me
that they could be harmonised without losing their character.
At the same time, I found it exceedingly important to keep to
the key of F sharp. Directly the tunes are put into any
other key the character is lost.
Mr. WEBB.—It must have been a question of pitch.
Mr. PIGGOTT. Oh, no; the pitch varies. I think it is a
question of the intervals. F sharp more nearly coincides
with their scale than any other key.
Mr. WEBB.—But then, the intervals are pretty nearly the
same. Practically all keys are supposed to be exactly alike,
relatively.
The CHAIRMAN.—Mr. Webb is speaking of the equal
temperament; but in the case of an unequal temperament,
in the old melodic forms of scale, there is a great difference
in the size of the intervals.
Mr. WESCH£.—But Mr. Piggott alluded to the piano.
Mr. WEBB.—I think it must be due to over-sensitiveness
to pitch, which all Eastern nations possess in excess of
ourselves from the thinness of the strings they use, and
therefore they at once notice the difference if you put it down
half a tone.
Mr. PIGGOTT.—No, their pitch varies; in the case of a
powerful singer they will raise the pitch.
The CHAIRMAN.—I think it is a question of tuning. From
what Mr. Piggott said it would seem that their singing is
what we call portamento. It is a peculiarity of all Eastern
nations to make that peculiar glide between the notes, and in
all probability the flute player was endeavouring to imitate
the voice. As to the instrument Mr. Piggott has just
mentioned, that is exactly like the ancient Egyptian Ney,
an open tube blown across the top, and still used in Egypt.
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